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THE UNIQUE REPEATS

Selected Prints
from the
La Salle College Study Collection

Fall Term, 1977

With this exhibition of prints, the La Salle College Art Gallery,
since its opening in November, 1975, will have displayed selections from
all of the major media in its collection with the exception of illustrated
bibles, rare books and water-colors; hopefully, selections of these works
will be included in exhibitions in the forthcoming academic year.
This exhibition is chiefly concerned with original fine art prints
on paper whereby the artist alone has made the master image. For a print
to be considered an original it is further required that this master image
be executed in or upon a surface and then printed either by the artist
himself or under his supervision. It should be noted that although any
number of impressions may be pulled from the original printing surface,
thereby duplicating the unique image, each impression may be considered
an original print but not a reproduction. The latter term implies the
re-creation of an original work usually in another medium by someone other
than the artist.
The general development of inexpensive paper in Europe and the rise
of the middle class in towns and cities provided the essential ingredients
for the advent of printmaking during the first half of the 15th century; one
of the earliest prints on paper being an Anonymous, South German, woodcut of
the Adoration of the Magi, dated 1400-1410, in the Lessing J. Rosenwald
Collection.
The development of wood-cut illustration and accompaning text cut from
the same block (block book printing) and the invention of moveable lead type
for printed text by Johann Gutenberg in the 1440's, led to a rapid dissemination
and expansion of knowledge. Prior to these inventions book learning sources
were limited to the comparatively small number of manuscript text and
illuminations, laboriously hand-wrought and available to the priviledged
classes— the clergy, nobility and wealthy patrons. Moreover, their subject
matter was limited to the scriptures and classical antiquity. Thus, the
invention of printing, providing images with or without accompaning text in
unlimited amounts, may be considered the single most revolutionary invention
in the development of the human intellect. Education, the prime means to
form one’s own opinions had ceased to be the exclusive right of the few.
Prints were generally thought of as a medium for the masses for they
provided a two-dimensional, original, yet able to be duplicated, image which
was cheap to produce, relatively quick to execute, distribute, and transport.
In addition they were available as art works to those who could not afford
the unique image portrayed in paintings, drawings, and manuscript illumination.
Whether bound into books with text, loose in portfolios, single sheets, or
incorporated into newspapers and magazines, prints were the dominant illustra
tive tool until the advent of photography in 1839.

More specifically, printed images were the main source of religious
education and political and social documentation of a particular era. They
provided copies of old master paintings and drawings, and illustrations for
design instruction manuals. Indeed, the list of ideas and information which
the printed image conveyed seem almost inexhaustible. However, not all
prints were purposive: those created primarily as vehicles of artistic
expression predominate this exhibition.
Today reproductions of original works of art provided by photo-mechan
ical techniques largely serve the utilitarian and reproductive needs previous
ly mentioned, leaving the artist increasingly free to think of printmaking as
a creative medium. That such is the case is indicated by the complex mixed
media techniques employed, the innovative use of printmaking surfaces, the
strong use of color and the large size format of prints. Contemporary artists
may now choose to create exclusively within the print medium, no longer
regarding prints as utilitarian subordinates to paintings and drawings or as
a supplementary medium. This outlook serves as a constant reminder that all
prints, regardless of date may now be full appreciated for their aesthetic
as well as their informative content.
This selection of prints offers somewhat of a small survey of western
art-history with regard to style and content. Other prints in the collection
not on view may be seen by making an appointment in the Gallery during the
hours it is open.

Caroline P. Wistar

Printmaking Terms

V

Although this exhibition has examples of the major techniques used
by printmakers with definitions of each, space does not permit an
explanation of the numerous terms, abbreviations and technicalities employed.
A few terms, however, which are essential to a basic understanding of
printmaking are as follows:
Impression. A single print on paper made from a surface (woodblock,
plate, stone, etc.).
Edition.
artist.

The total number of prints of a specific image made by the

State is the term generally used from the 15th through the 19th
century indicating how many times the printed surface (plate, woodblock,
stone) has been changed by the artist in the course of its life. Such
alterations may be considered the artists working records or trial proofs,
the last state producing the image in its completed and final form. The
information regarding the state is so designated in catalogues by the
following example: ii/iv = signifies that this impression is the second
state out of a total of four. Today the term "trial proof" is generally
used in place of the word "state".
Re-strike refers to an impression which was printed after the artist’s
death or not under his supervision. Whoever does the printing may or may not
alter the printing surface such as the re-working of the lines to compensate
for worn out areas. This term is generally used when referring to such
impressions printed in the 19th and 20th centuries. Previous to this time a
posthumous print is usually referred to as a later impression and/or edition.
Often the person who printed such impressions has with research been identi
fied and the approximate dates of the edition recorded in catalogue raisonnees
as for example with Rembrandt’s, Goya’s and Piranesi’s prints.
Reproductions. The collector of prints needs always to be warned of the
great potential for forgeries or reproductions produced in the same medium of
the original or by photo-mechanical techniques, especially today. Careful
comparison of your print with a known original impression, taking into
consideration any discrepancies in actual lines, platemark measurements, age
of the paper, type of ink employed, and the watermark (design impressed into
the paper during the process of manufacture by a wire motif) is the best guide
against forgery. An obvious sign that your print is a reproduction is the
appearance, while viewing the impression under a magnifying glass, of small
dots such as one sees in a newspaper printed image. Such dots result from the
use of a half-tone screen employed in many photo-mechanical reproductive
techniques. Unfortunately, photo-reproductions of original prints, which do
not employ a half-tone screen, are so deceptive that even the most experienced
person may find it very difficult to distinguish between an original lithograph
and its collotype reproduction, an original woodcut and its zinc-cut reproduc
tion, and an original engraving or etching and its photo-engraving reproduction.
One can consult supplementary material in catalogue raisonnees but in the last
analysis one must rely on the eye to gain experience in discerning both the
quality of an impression and its authenticity.

Technical Definitions and Catalogue

15th-18th CENTURY

RELIEF PRINTING
Based on the principle of cutting away part of the surface of a flat block
of material so the desired image stands out in relief to form a printing
surface. There is no plate mark.

Woodcut
The oldest of the printmaking techniques; the design is drawn or traced by
the artist onto a flat wood surface, cut plankwise. The part of the wood
not covered by the design is gouged out with a knife and will not print,
whereas the design which is raised on the surface will be inked and will
print. The inked lines on the woodcut print are sunk into the paper; the
background or uninked portions of the paper are flat and show no signs of
having been pressed. As the surface of the wood block begins to wear the
lines will become coarse, and increasingly larger breaks in the contours
and borderlines will appear on the print. Splits and wormhole marks in the
inked lines are further indications it was pulled from a worn block.

Wood-engraving
Wood-engraving was developed in England during the 18th century. It is
similar in principle to the woodcut, the difference being that engraving
tools are employed to cut away the design so that when the block is printed
the image is white on a black background. Moreover, the end-grain of the
wood is used permitting cuts to be freely made in any direction. This allows
for finer lines, greater detail and range of tone than one can obtain in a
woodcut where difficulties in cutting against the grain create greater
resistance.

INTAGLIO PRINTING
The opposite of relief printing, in that the image to be printed is sunk
into the metal printing surface and filled with ink, rather than standing
out in relief. The great pressure required to pick up the ink leaves a plate
mark within the margin of the uncompressed paper.

Engraving
Engraving grew out of the art of the gold and silversmith in the 15th century.
A sharp tool, usually a graver or burin is employed to cut the lines into a
metal plate (copper, steel or zinc). The paper is pressed down into these
sunken inked lines (the design) so that the ink on the paper of an engraved
print is raised. With continual use these lines on the metal plate become
less deep and wear away so that the lines on a later impression are less
rich and flatter.

3.

Leonhard Beck (c. 1480-1542), German
"St. Madelberte", from Sants of the House of Hapsburg series,
executed for Emperor Maximilian I, 1516-1518.
Woodcut from the Bartsch edition of 1799.
67-G-117
Beck, along with Albrecht Durer, Hans Burgkmair, Hans Schaufelein,
and Hans Springinklee, were all commissioned by the Holy Roman
Emperor, Maximilian I, to execute woodcut prints for works mainly
illustrating his flamboyant reign with all its military exploits,
and grandiose dreams.

4.

Albrecht Durer (1471-1528), German
a. "Christ Taking Leave of His Mother"
75-G-515
b. "The Death of the Virgin", 1510
76-G-593
from the Life of the Virgin. Proofs before the text edition of 1511.
Woodcuts.
Durer's woodcuts and engravings were the prime medium through which
the artistic expression of the Italian Renaissance was introduced
to Northern Europe. Their study enables one to trace the
development of printmaking from the Gothic to the Renaissance with
regard to style, content and technique. It is known that Durer
executed at least 17 of the 20 woodcuts for the Life of Virgin by
1505. "The Death of the Virgin" executed in 1510 shows his maturity
of style with its greater sense of spatial unity and depth.

5.

Anonymous (School of Andrea Mantegna), 16th Century
The Triumph of Caesar; The Senators
Engraving. Executed after Mantegna’s design studies for tempera
panals for the Gonzaga’s of Mantua now in the collection of
H.M. the Queen, Hampton Court Palace, England.
76-G-648
Andrea Mantegna, (1431-1506) who was instrumental in bringing the
antique classical theme into the forefront of European art, produced
an entire school of artists who copied his style and motifs for use
in works of all media. There are only seven extant prints which are
thought with certainty to be by Mantegna.

6.

Jacques Callot (1592-1635), French
a. "Ecce Homo"
i/iii
76-G-642
b. "The Crowning With Thorns"
ii/iv (The plate was left unfinished.) 76-G-645
from The Large Passion, c. 1618.
Etching and engraving.
Callot's prolific graphic output (about 1400 known plates) is
concerned not only with religious subject matter but recording
the turbulent history of his time; fairs, fetes, military battles,
war atrocities, actors and gypsies. All executed on a very minia
ture scale, the sharpness and variety of his lines to produce
agitated figural movements, a sense of spatial depth and an
infinite amount of detail make his works seem monumental.

7.

Hendrik Goltzius (1588-1616), Dutch
"The Annunciation", 1594
from the Life of the Virgin series
ii/iv
Engraving.
Goltzius, one of the outstanding engravers of the Northern Mannerist
school, was also one of the foremost innovators in his handling of
the engraving medium, after Durer and Lucas van Leyden. Most of the
six prints in this series were in the style of an Italian master,
this print considered to be influenced by Federico Barocci or
Jacopo Bassano. Goltzius' prints are noted for variations in the
thickness of each engraved line which effectively renders surface
textures and swelling forms. The verse on this print was written
by Cornelius Schonaeur, in praise of Goltzius, noting his similarity
to Vertumnus and Proteus who were capable of assuming whatever form
they desired.

8.

Stefano Della Bella (1610-1664), Italian
The Flight Into Egypt, Halt at the Spring
Etching.
70-G-295
A pupil of Callot's, Della Belln was one of the few artists of the
17th century to work solely in the field of etching, a medium which
gave him the precision and variety of line to vividly record, on the
spot, the events of contemporary Rome and Paris. Concerning the
roughly 1,000 plates he executed it has been said "He used his
sketchbook and etching needle the way a magazine reporter today uses
his camera."

9.

Rembrandt Harmenz van Rijn (1606-1669), Dutch
a. Descent From the Cross: By Torchlight, 1654

76-G-587

The only state.
Etching and drypoint. In drypoint, drawing is done on the
plate with a steel point. The velvety soft line which results
on the print is due to the burr (pieces of metal) raised by
the cut which are left on the plate and retain the ink.
b. The Adoration of the Shepherds: With the Lamp
i/ii

76-G-593

Etching.
c. Rembrandt With Raised Sabre: Half-Length, 1634
ii/ii

76-G-596

Etching.
Rembrandt, who established etching as a major art form, is
considered one of the most talented of all printmakers. He
made maximum use of the chiaroscuro technique (contrast of
light and shade) and spontaneous sketchy lines to produce
pictorial works of great dramatic and emotional impact; his
religious, landscape and everyday anecdotal scenes imbued with
human compassion, his portraits revealing a deep psychology
insight.

10.

Ferdinand Bol (1616-1680), Dutch
The Holy Family In a Room, 1645
Etching.
Only state.
75-G-530
Like his teacher, Rembrandt, Bol has made use of the versatility of
the etched line to execute areas of total variation to emphasize
a certain overall atmosphere with which the viewer becomes involved.
The interest lies in the meaning of the event depicted rather than a
clear cut statement of fact. In general, the etching technique lent
itself to the pictorial style of Baroque, 17th century artists,
whereas the woodcut and engraving technique of the 15th and 16th
centuries was well suited to the linear style of the Renaissance,
when clarity and precision of form was the main concern.

11.

(Fecit) = Engraved by Joseph Marchi (1735-1808), Italian
(Pinx) = After a painting by Joshua Reynolds (1723-1792), English
(Excudit) = Published by R. Sayer
Dr. Goldsmith, 1770
ii/iii
Mezzotint.
The mezzotint tone process were invented by Ludwig van Siegen
of Holland, in the 1640's, and developed in England in the 1740's.
Here it was primarily employed to imitate the fine portraits of
English painters, producing brilliant chiaroscuro effects. A
copper plate is worked upon by a rocker which evenly indents the
entire plate with tiny holes which, when inked, produce a rich
black-tone. Working from dark to light, a scraper and burnisher
flattens the cooper making it smooth and erasing the holes to a
degree so that they hold less ink. The plate will then print
varying tones of grey to pure white depending on the amount of
ink the holes can retain.

12.

Francesco Bartolozzi (1727-1815), Italian
John Colet, Dean of St. Pauls, 1795
Stipple etching, printed in colors.
After the original drawing by Hans Holbein in the Royal Collection
of George III.
Bartolozzi is perhaps the most famous exponent of the stipple
process, producing quantities of prints after old master drawings
of classical and portrait subject matter. Stipple is a tone
process employing a mixture of etching and engraving by means of
dots and small strokes made by hand with a needle or roulette.

13.

Giovanni Domenico Tiepolo (1727-1804), Italian
"Stazione XI. Jesus Nailed to the Cross",
from Via Crucis (Way of the Cross), 1749.
Etching.
76-G-647
Though working under the shadow of his better known father, Giovanni
Battista Tiepolo (1696-1770), this print surpasses the latter’s
graphic works in dramatic expression of light, and the resulting
rich pictorial effect.

17.

Engraved by Bernard Baron (1696-1762), French
After the painting by William Hogarth (1697-1764), English
"Oh Vanity of Youthful Blood...", from A Rake's Progress,
Plate 3, 1735.
iii/iii
Engraving.
75-G-523
This print series, Marriage a La Mode, and The Harlot's Progress,
were all engraved after Hogarth's paintings on the same subject,
and thus enabled Hogarth's satirical commentaries on life and
morals of 18th century England to be widely distributed.
A Rake's Progress contained the first prints protected by the
copyright for "Designers, Engravers, Etchers..." which Hogarth
persuaded parliament to enact in 1735.

18.

Francisco de Goya y Lucientes (1746-1828), Spanish
"Disparate Claro" (Evident Folly), 1862
from Disparates or Proverbios.
iii/iii
Etching and aquatint.
72-G-346
Goya executed 21 plates for this enigmatic and haunting series
depicting the follies of humanity and reflecting the civil and
social chaos of the times in Spain. No edition of this work was
printed during his life time, only working proofs. This post
humous print, probably published by the Academia de San Fernando
in 1862, is concerned with the admittance of light (truth) into
the darkness where evil reigns.
Aquatint is a tone process whereby the etching plate is treated
with a porous ground of resin, heated, cooled and etched, giving
a distribution of tone where the acid has bitten between the
grains of resin.

19th CENTURY

PLANOGRAPHIC PROCESS
Whereby the design is drawn directly onto a flat (plane) surface with the
result that the inked image of the impression lies flat on the paper. There
is no platemark.

Lithography
Invented in 1798, this process employs a grease-based crayon, pencil or
ink called touche, the artist drawing his design directly on a polished
limestone or zinc plate. The parts of the stone surface that have been
touched with the grease will resist the water that is then applied to the
stone. The water is unable to cover the greasy design and greasy ink
rolled over the surface is rejected by the moist parts. As grease and
water do not mix, the greasy ink adheres only to the greasy areas of the
design leaving the damp areas of the stone surface untouched. These are the
background or white areas of the print. The printing paper will only pick
up the areas which hold the ink.

19.

Jean Baptiste Camille Corot (179&-1875), French
Souvenir D 'Italie, 1866
i/iv
Etching and drypoint.
76-G-461
Along with Millet, Rousseau, Jacques and Daubigny, Corot was part
of a group of landscape painters, (precursors of Impressionism),
who worked directly from nature in the countryside around the
village of Barbizon, near the Fontainbleau forests to the south
of Paris. The poetic spontaneity of this landscape was achieved
by using sketchy drypoint lines to evoke a certain quality of
light, atmosphere, and distance.

Winslow Homer (1836-1910), American
"St. Valentine's Day"
from Harper's Weekly magazine, February 22, 1868.
Wood engraving.
76-G-617
Homer may be considered essentially a graphic illustrator,
depicting a myriad of leisure time activities and noted for
his Civil War campaign sketches of soldier's life, all
reproduced through the medium wood engraving for Harper's
Weekly and other illustrated magazines of the day.

Pierre Bonnard (1867-1947), French
"Three Draped Figures by a Tomb",
illustration from La Vie de Sainte Monique, published by
Ambrose Vollard, Paris, 1930.
Lithograph.
71-G-324
Bonnard, along with Maurice Denis, Felix Vallotton and
Edouard Vuillard, was a member of the Nabis group interested
in evoking a particular fleeting mood through the use of
expressive colors and supple, sketchy lines. Here Bonnard
has abandoned conventional perspective and formal line to
capture the momentary expressive pose of the mourning figures.

Theophile Alexandre Steinlen (1859-1923), French
Blanchisseuses
iii/iii

Reportant L' Ouvrage, 1896

Etching printed in colors.
76-G-597
Influenced by the social themes in Emile Zola's novels, this
is one of many illustrations in which Steinlen ennobles the
average worker unconsciously engaged in his daily round of
activities in the streets of Paris.

20th CENTURY

Before the 20th century artists who designed the image usually signed
their name or monogram in the printmaking surface (wood block, stone, or
plate). If someone other than the artist executed the image on the surface
his name would usually also appear along with the name of the printer/
publisher and often the address of the latter. However, there was little or
no attempt to control the use of the artist’s printmaking surface by others
with the result that even after a plate had been cancelled the potential for
re-strikes or later editions was rampant.
Today, however, an artist, partially to enhance the print’s commerical
value, seeks to control the printing of his work and has thus devised a
system whereby an accurate and legitimate account of his work is maintained.
The artist will usually sign his prints by hand in pencil in the margin and
will limit the number of prints in each edition, indicating such information
in the margin of each print. For example, "23/100", signifies that this
particular impression is the 23rd print to be pulled out of an intended
total output of 100 prints. Moreover, once an artist has completed his
edition he will cancel or destroy his printing surface so that no unauthorized
prints may be pulled at a later date. Occasionally, he may rework the plate
or change the color of the printing ink to create a second edition.

THE STENCIL PROCESS
In this technique the areas not to be printed are blocked out by various
materials (referred to as a stencil) such as paper or metal.

Silk-screen or Serigraph
The artist prepares a screen of silk in which all areas other than the area
to be printed are blocked out by the stencil. The paper is placed under the
stencil, ink is pressed over the stencil and falls only on the paper through
the area in which the stencil has been cut away. The use of a cut stencil
produces a printed image characterized by sharpness of outline and uniformity
of tone. The silkscreen process was used commercially around the early part
of the 19th century, but was not used by artists to create original prints
until the 1940’s.

26.

Georges Rouault (1871-1958), French
"Nous...c'est en sa mort que nous avons ete baptises.", 1924
Plate 30, Miserere, published in 1948.
Mixed

intaglio processes.

(Restrike)
68-G-243

A total of fifty-eight prints, executed in the 1920's for the
Miserere et Guerre series, intensively states this expressionist
artist's plea for compassion, noting the sufferings of Christ and
humanity. The images for this series were originally conceived
and executed as india ink drawings, these in turn were transformed
into paintings and then into photo etchings (heliogravures) on
copper plates. Rouault then re-worked the plate repeatedly until
obtaining the desired effect.

27.

Joseph Pennell (1857-1926), American
"Fourth Avenue Elevated Railway, New York"
from the New York Series.
Lithograph.
76-G-649
Pennell was an exceptionally prolific and respected illustrator
of the day both in the field of draftsmanship and printmaking,
realistically recording life in the city and its buildings with
emphasis on its industrial potential both here and abroad.

28.

John Sloan (1871-1951), American
"The Branding of Edouard", 1902
Illustration from the masterpieces of Charles Paul de Kock,
Fr^re Jacques, vol. 2.
iv/iv
Etching.
76-G-620 (a)
76-G-618 (a)
Sloan, was part of a group of Pennsylvania Academy artistillustrators, later to be dubbed "The Ashcan School". This
group gave up the academic style and its ideal subject matter
in favor of an accurate depiction of the political and social
aspects of the middle and lower classes.

29.

Kathe Kollwitz (1867-1945), German
The Call of Death, 1934-35
Lithograph. (Restrike)
66-G-RS-95
In depicting the plight of the down-trodden masses in depression
Germany, Kollwitz has relied chiefly on the expressive potential
of her broad sweeping line and tone to capture the gestures and
expressions of victims whose death in always pending. This
impression was made after her death and therefore a restrike
but the fact that it was printed by her son, Hans, assures
greater fidelity to an original impression printed by his mother.

30.

Earle Horter (1881-1940), American
Dismantling
Etching.
76-G-635
Though he received no formal training, Horter became an influential
Philadelphia painter, print maker and illustrator. His etchings and
aquatints reveal the influence of Whistler and Pennell yet show an
individuality of their own. Horter was an instrumental force in
introducing modern European art to the Philadelphia artistic
community.

31.

Julius T. Bloch (1888-1966), American
Park Benchers
Lithograph.
76-G-576
Given by Benjamin D. Bernstein
This print is one of many character sketches of the lower working
class, drawn from direct observation as Bloch traversed the streets
and rode the vehicles of transportation in and around Philadelphia.

42.

James Lang (contemporary), American
Beyond the Cosmos, 1970
Color lithograph.

43.

Victor Varsarely (1908-

), Hungarian

Tau-ceti, 1967
Color silkscreen.
67-G-139

44.

Angelo Savelli (1911-

), Italian

Listening to the Universe, 1965
Relief lithograph.
66-G-72

45.

Ludwig Sander (1906-

), American

Three Blues, 1966
Color lithograph.
67-G-134

46.

Jean Baier (1932-

), Swiss

Composition 72, 1972
Color silkscreen on aluminum foil.
72-G-370

47.

Roberto De Lamonica (1933-

), Brazilian

The Dream, 1968
Color etching and aquatint.
69-6-266

48.

), Canadian

Jack Sonenberg (1925
Stretch, 1970

Color collograph.(Made from a surface developed with collage elements.
These collage pieces are glued to the plate, inked and printed.)
71-G-304

49.

Guy Bardone (1927-

), French

Massif de Dahlias, 1972
Color lithograph.
72-G-380

50.

Richard Lacroix (1939-

), French

Pointe a Diamont
Color silkscreen.
71-G-334

51.

Achilles Dronngass (1940-

), Greek

Sunset, 1971
Color etching and aquatint.
72-G-377

52.

Georgette Battle (1942-

), American

Broadway, 1974
Color photo-silkscreen.
76-G-594
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